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Abstract
My thesis project uses compositional strategies to de-contextualize images and exploits
photography's inherent ambiguity in form and content. My photographs reveal an artificial
environment established by isolating everyday objects and turning them into abstractions. Using
formal strategies, these objects are detached from their original environments and re-interpreted.
The significance of the objects no longer relies on their social functions, but on how they appear
in the two-dimensional composition. Thus, the resulting images become new facts through the
photographic process.
A photograph is not only an image, but also an autonomous conceptual and physical object. My
work reinforces an object-like quality by creating various image groups and leaving the prints
untrimmed. These decisions do not reflect the content but emphasize the significance of the
visual presence of the physical photographs, determined by the serial format, the space in which
it is situated, and the paper. Additionally, color adds another subjective dimension since color is
rendered differently depending on the film and printing process, pushing further the idea that the
photograph represents a new fact.
This work reflects my thoughts on photography. My images celebrate the resulting ambiguity
made by re-defining an object as a new fact, which is merely a fragment, a partial truth. They
cannot speak for more than what they are. They simply exist.
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Anonymous Objects
My thesis project uses compositional strategies to de-contextualize images and exploits
photography's inherent ambiguity in form and content. The work indicates an artificial
environment established by isolating these objects and turning them into abstractions. Using
formal strategies, these objects are detached from their original environments and re-interpreted.
Thus, the resulting images become new facts through the photographic process. This series does
not intend to provide support for the long-established theories of photography but manifests an
artistic vision based on my contemplation of the medium. I focus on the appearance of everyday
objects and use technology as a metaphor to realize this vision. (Fig. 1)

Fig. 1: Installation view, 2022

The photograph is not only an image but also an autonomous conceptual and physical object. My
work reinforces an object-like quality by creating various image groups and leaving the prints
untrimmed. (Fig. 2) These decisions do not reflect the content but emphasize the significance of
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the visual presence of the physical photographs, determined by the serial format, the space in
which it is situated, and the analog paper. The serial structure suggests the unity of the whole and
the indifference of the objects' original contexts. The untrimmed chromogenic prints reflect the
photographs' materiality resulting from the analog process, emphasizing their autonomy as
physical objects. As a result, the images serve both as a visual representation and a medium to
support their de-contextualization. Additionally, when placing the photographs in juxtaposition,
the series tends to produce impressions not apparent in the individual images, which
simultaneously enhances the ambiguity.

Fig. 2: Installation view, 2022

The photograph produces a new fact based on the thing photographed. This new fact manifests in
two ways: a literal one regarding the photograph's appearance and a connotative one established
by its signs. Furthermore, this new fact is also caused by the discontinuity of time. As John
Berger suggested in his essay, "Appearances," the arrested instant of the past cannot lead to the
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present, which creates an abyss that separates the photograph from its original context.1
Consequently, these complexities give the image an ambiguous quality both in form and
meaning.
All images are flat, two-dimensional renderings through the photographic process. In this sense,
the photograph represents an abstracted reality. It reflects what is before the lens but, at the same
time, becomes a brand-new entity. Therefore, images people perceive are fundamentally
obscured. This restraint is further enhanced by the camera's viewfinder, in which the
photographer chooses what to include and exclude. The image, consequently, always represents
a single perspective that creates a fragment of the whole. Our access to information and its
meaning is always limited. As Roland Barthes noted in Lucien Clergue's photographic depiction
of dunes, a simple change of frame, such as zooming in on a particular surface pattern, can evoke
other impressions and reveal something previously unknown.2 Thus, the resulting photograph is
essentially a translation of the subject. When I zoom in on a particular subject, the space it
situates is re-defined. (Fig. 3) This re-definition reveals a new impression and order within the
confined two-dimensional space, which becomes a photographic object that results from a
metamorphosis.
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John Berger, Understanding a Photograph (New York: Aperture, 2013), 56.
Roland Barthes, Signs and Images: Writings on Art, Cinema and Photography (London: Seagull Books, 2016),
143.
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Fig. 3: Untitled, 2021

Another issue of this new fact concerns the photograph's facticity. In Victor Burgin's essay, "Art,
Common Sense and Photography," the author suggests that all images go through various
degrees of manipulation because photographers are always acting ideologically.3 The images are
made according to photographers' choices and knowledge, whether consciously or not. This
process defines meaning and invites diverse interpretations. Thus, the referent represented in the
photograph is an altered fact, described from a particular perspective. Additionally, this new fact
is never stable since the number of readings of the same sign varies according to the individuals.
Some can potentially learn more from a given photograph than others.4 Moreover, when placing
the images in juxtaposition, as a common practice in today's image-driven society, a "third
effect" is generated, tending to produce meanings not embedded in the individual image.5 This
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Victor Burgin, The Camera: Essence and Apparatus (London: Mack, 2018), 19.
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Roland Barthes, Image-Music-Text (New York: Hill and Wang, 1977), 46.
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Victor Burgin, The Camera: Essence and Apparatus (London: Mack, 2018), 21.
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condition causes the messages to become even more uncertain and deceptive. Arguably, the only
way to embrace and stabilize this new fact is to intentionally intervene in its form and content to
push the photograph towards an autonomous object. In this way, the image will lose its
authenticity, which the new entity becomes the fact itself, only related to the referent
extrinsically.
Photographs are easy to be read, at least the typical images without manipulation, since they
correspond directly or superficially to the visible world. However, photographs are not as
transparent as they appear. Roland Barthes's Camera Lucida offers some crucial insights into the
medium's intrinsic issues. According to him, the essence of photography is that-has-been, with
the referent as its founding order.6 Thus, the only thing certain in the photograph is that the
subject had once existed before the lens. The appearance rendered in the image does not
necessarily reflect the referent's physical or social condition. This quality gives the medium a
unique status that distinguishes it from other fine arts. As a result, it creates a paradoxical state
regarding time and space: the photograph is always about the subject's past existence, but it can
only be evaluated in a context situated in the present, which can be seen as the fundamental
cause of its ambiguity.
The image is captured by the camera mechanically without judgment, which the only thing
definite is that-has-been. What gives the photograph its meanings are the signifiers naturally
embedded within the image that is subsequently interpreted by the viewers. Thus, these
meanings are later added based on the literal messages initially recorded by the camera.7 In this
sense, the photograph can only achieve a high degree of objectivity if it abandons tangible
6

Roland Barthes, Camera Lucida (New York: Hill and Wang, 2010), 76.
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signifiers. However, an amateur snapshot cannot accomplish this ambition since the meanings
are persistently carried along. The only possible way to conquer this condition is through formal
strategies, as implemented by other fine arts. Thus, the photograph loses its authentic self in the
process, turning into a self-sufficient photographic object. It creates another kind of ambiguity
besides the initial condition caused by the conjunction between time and space: an authentic
image manifested in an unauthentic form. The object is the only fact.
Geoffrey Batchen notes in his essay, "Camera Lucida: Another Little History of Photography,"
that there was a possibility that the Winter Garden Photograph of Barthes's mother, which
Barthes extensively references, might not even exist. The author was willing to lie to convey a
greater truth.8 This notion reflects the exact relationship between the photographer and the
referent: describing the facts always depends on the actions of the photographer.
To photograph is to choose, to collect. The photograph can be regarded as ready-made when its
subject is collected and detached from its original context through formal strategies. Thus, the
resulting image loses its social significance and embraces its ambiguity in form and content.
According to Marcel Duchamp's view on ready-mades, the gesture of the photographic act
defines the work, not the picture's visual content, which, in turn, demands a detached manner
from the photographer towards the subject.9 Ed Ruscha also regards his photographs of banal
subject matters, such as gasoline stations, as ready-mades. For him, his camera functions merely
as a recording device rather than a tool for expression.10 However, unlike Duchamp's objects,
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Geoffrey Batchen, Photography Degree Zero: Reflections on Roland Barthes' Camera Lucida (Cambridge: MIT
Press, 2009), 261.
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these images still invite a variety of interpretations that cannot be totally avoided without further
intervention.
I approach the subject matters in a similar detached fashion focusing primarily on their
appearances, such as geometric shapes and color. So the meaning and functions of the object
become insignificant. Additionally, like Duchamp's ready-made, the objects in my images are
highly selective. I focused on artificial things that interest me visually and can effectively
abandon their original context through composition. (Fig. 4)

Fig. 4: Untitled, 2021

Another way to invoke this object-like quality in the photograph is through the presentation of
the work. In their early series of industrial structures, Bernd and Hilla Becher implemented a grid
structure to display their work. The format abandons sequential perception in favor of
simultaneity, which manifests the medium's departure from narrative and reinforces its autonomy
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of depiction.11 In another manner, Michael Snow created object-like experiences by pushing the
role of his images beyond a visual representation. He notably uses this method to question the
image-making process and its relationship to reality.12 In his work, "Powers of Two" (2003), the
photograph is printed on four adjacent panels of transparencies and suspended from the ceiling.
It compels the audience to move around and interact with it. In this way, the image's visual
content primarily functions as a medium to convey the concept initiated by the photographer
instead of depicting reality. Arguably, any attempt to recognize a photograph as an object is to
create a specific conceptual statement. Thus, the picture becomes a form of language, in which
its ambiguity is no longer a drawback but a sign of possibilities and freedom.
Photography is abstraction, which is not easy to realize. The photograph can never reflect the
reality that we directly perceive with our eyes but manifests a photographed reality through a
complex image-making process. Every step in this translation gradually moves the image away
from its direct representation of the subject.13 Thus, the resulting photograph is abstracted in
various degrees, which enhances the image's ambiguous nature caused by the conjunction of
time and space.
My approach toward abstraction relies on the camera's recording capabilities to frame unfamiliar
views of recognizable objects.14 (Fig. 5) Lewis Baltz photographed his early series of American
suburban structures in this particular manner. He focused on specific repeating motifs, such as
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Stefan Gronert, Lewis Baltz (Köln: Verlag der Buchhandlung Walther König, 2012), 165.
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facades, windows, and doors, which were cut off from the larger environment.15 As a result, the
images bring out a fragmented appearance, emphasizing their rigid geometric surface and, in
turn, minimizing the denotative content. However, contrary to this incomplete depiction, the
individual pictures display remarkable unity and order in their form. This result enhances the
notion that the photograph's significance resides within the frame since the thing represented is
merely a fragment.

Fig. 5: Untitled, 2021

Another formal strategy I implement in my work is to exploit the depth of field. In this way, the
subject matter is being focused and visually separated from its surroundings, making its physical
environment ambiguous. This strategy can also help to emphasize the object's formal qualities.
For instance, in this image of a monitor in my work, the shape of the object becomes more stand
out. (Fig. 6)

15

Lyle Rexer, The Edge of Vision: The Rise of Abstraction in Photography (New York: Aperture, 2009), 140.
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Fig. 6: Untitled, 2021

The primary subject matters for my series come from everyday objects. The principle of the
selecting process is driven mainly by the reduction of the visual qualities of form. Simple
geometrical shapes suggest a universal appearance that transcends the objects from their original
context. Thus, they are de-contextualized conceptually before going through the photographic
process. Filmmaker Chantal Akerman focused on the way filmed space relates to the twodimensionality of the screen in her early Structural films.16 She uses an architectural motif and
states: "When you look at a picture, if you just look one second you get the information, 'that's a
corridor.' But after a while you forget it's a corridor, you just see that it's yellow, red, lines: and
then it comes back as a corridor".17 This notion manifests how I approach the subject matters in
my work, such as this image of a whiteboard. (Fig. 7) In the beginning, I see a whiteboard. Then
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it becomes a big rectangle, which is what interests me the most. It eventually turns into a picture.
So the significance of the objects no longer relies on their social functions but on how they
appear in the two-dimensional composition.

Fig. 7: Untitled, 2020

The other key subject matter is technology. As an integral part of our lives, technology can
advance and obscure our understanding of the world. This dual effect is the consequence of
technology's incomprehensibility, resulting from the radical shift from the older energy
transforming machines to today's electronic systems.18 Remarkably, this complex condition
mirrors the photograph's ambiguity in appearance and meaning; we cannot apprehend
technologies in the same sense as we cannot see through a photographic image. Therefore,
technology can act as a perfect metaphor for photography.
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Leo Marx, Three on Technology (Cambridge: MIT List Visual Arts Center, 1988), 5.
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Lewis Baltz's series, "Ronde de Nuit" (1991-1992), features specific technological sites in
Europe in the 1990s. The images were taken and excerpted from police surveillance systems
directed by the photographer.19 The work is intentionally inapprehensible, which corresponds to
the very nature of the machines depicted. Baltz uses color as a tool for manipulation, in the same
way as using the focus and light, which act metaphorically to offer a kind of warning message.20
Furthermore, surveillance cameras imply that the people behind the operation have unknown
motivations and are unidentifiable. (Fig. 8) This seclusion coincides with the condition in
photography, in which the intent of the photographer is not always apparent.

Fig. 8: Untitled, 2021

I used the analog process for this project. With the film negative, I know for sure that the referent
"had been there" left its mark and renewed its life since it carries the indexical traces of the
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Cornelia H. Butler, Lewis Baltz: The Politics of Bacteria, Docile Bodies, Ronde De Nuit (Los Angeles: The
Museum of Contemporary Art, 1998), 52.
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subject matter through a chemical reaction. Although the referent is still the necessary thing in
both analog and digital processes since the photographer regards the medium in the same
manner, the latter goes far beyond being merely mechanical and chemical. The camera not only
records the subject but also re-establishes it in the form of data, which, in turn, loses its direct
path to the referent, whereas, with analog formats, all metals are alive.21 The subject is
immortalized by the precious metals but dies in the form of pixels. Using color is also significant
in my work. The colors can not only serve as information but also, most importantly, add another
subjective dimension since the color rendering highly depends on the film and printing process.
It pushes further the notion that the photograph represents a new fact.
This work reflects my thoughts on photography. Instead of providing specific knowledge, my
images celebrate the ambiguity resulting from the re-definition of the subject towards a new fact,
which is merely a fragment, a partial truth. They cannot speak for more than what they are. They
simply exist.
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